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Value creation in art galleries:  
A service logic analysis 
 
This study addresses how non-profit organisations like art galleries participate in co-creating 
value with visitors (customers), providers, and other stakeholders, and how these processes can 
be conceptualised within a service logic framework. We evaluate how an art gallery touring 
exhibition in regional Australia contributed to customer value, drawing on data collected from 
interviews with staff of art galleries and arts organisations as well as practitioner publications 
and art websites. Our findings illuminated four forms of value creation: financial, knowledge 
sharing, social and cultural, and professional value. Country art galleries have strong visitor 
orientation and employ co-creation processes focused on enhancing visitors’ experience, 
aligned with government directions on Indigenous understanding and objectives of local 
Indigenous art communities. However, customer value exchange is not well understood. The 
lack of marketing research expertise and usable visitor data is a barrier to value creation. 






The importance of value in business offerings is undisputed in modern marketing thinking; art 
organisations are not the exception. Art organisations have been encouraged by governments 
as well as competitive threats from online alternatives to boost attendance and revenues by 
becoming more visitor orientated (e.g. Burton and Scott, 2003; Kolb, 2000; Rentschler et al., 
2002) and to develop their audiences (Slater, 2010), with a focus on consumers and creating a 
more engaging experience for them (Hume et al., 2006; Mencarelli et al., 2010). It is through 
interaction that customers and other parties engage in the creation of a valuable experience 
(Vivek et al., 2012). For country or regional art galleries, the interface with local, state and 
federal governments is crucial for funding (Arts NSW, 2015). Collaborations between non-
profit organisations and businesses are increasingly necessary (Cairns et al., 2010; 
McLaughlin, 2010), as are collaborations with government (Bryson et al., 2006; Cooper et al., 
2006; Warner and Sullivan, 2004). One form of funding available to regional galleries is 
subsidised touring exhibitions. Visitor research by Museums and Galleries of NSW 
(M&GNSW) shows that NSW regional galleries score highly on visitor satisfaction: ratings 
are generally high, with most galleries receiving at least 90% “good” or “terrific” ratings across 
all regions and visitor types (NETS, 2015), where visits to touring exhibitions represent nearly 
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half (47%) of all gallery visits. Overwhelmingly, galleries (91%) believe that touring 
exhibitions allow them to balance their artistic program, and 87% feel that touring exhibitions 
offer access to opportunities that are otherwise beyond their resources. 
 
This paper examines how regional art galleries participate in processes of value creation 
involving collaboration between organisations, consumers and other stakeholders (Boorsma 
and Chiaravalloti, 2010). We follow existing research on marketing and value creation that 
takes a service logic approach (e.g. Grönroos, 2008, 2011; Grönroos and Voima, 2013). 
Drawing on empirical data within the context of a service logic framework, we identify key 
components of value co-creation. The process involves not only functional and economic 
benefits but also emotional, social, ethical and environmental dimensions (Nordin and 
Kowalkowski, 2010). Using touring exhibitions in NSW regional art galleries as the locus of 
our research our objectives were to: 
(1) Identify the various stakeholders involved in an exhibition to explore their roles in the 
co-creation of art experiences. 
(2) Explore the interactions, intersections and points of difference in creating value 
through art experiences. 
(3) Explore the different forms of value created in the interactions of different actors in 
the context of art consumption. 
Applying the service logic framework enables us to compare the nature and locus of the 
creation of value-in-exchange, while observing value-in-use in the cultural sector. Further, we 
sought to determine what lessons could be learnt from a greater understanding of arts marketing 
practice to feed back to the development of service logic as analytical approaches. 
 
 
2. Overview of value and service logic in the cultural sector 
 
In contemporary studies, value has been seen as the key pillar of customer service marketing 
(Eggert et al., 2018; Kumar and Reinartz, 2016). In any cultural organisation the artistic product 
plays the key role (Boorsma and Chiaravalloti, 2010); the arts marketer’s task is to seek a 
sufficient number of consumers who are attracted to the product, consistent with the mission of 
the cultural enterprise. Artistic creation and arts marketing are thus defined as independent 




Understanding customer value is important, because it is the concept that captures the result of 
goods and services (Babin and James, 2010; Gummerus, 2013) and allows the firm to measure 
its competitive advantage in the eyes of the customer (DeSarbo et al., 2001). In industrial, 
service and consumer markets, the goal for marketing firms has been to establish value 
propositions that resonate with consumers, and also to find imaginative ways to communicate 
that differentiation of value (Payne et al., 2017). Boorsma (2006, p. 89) posits an arts marketing 
logic and within art experiences that if certain conditions are occurring, that arts marketing can 
be defined as the stimulation of exchange with selected customers by offering service-centred 
support for the co-creation of artistic experiences and by building and maintaining relationships 
with these customers for the purpose of creating customer value and achieving the artistic 
objectives simultaneously. 
 
Thus, a service logic has emerged in the cultural sector (Conway and Leighton, 2012) as a way 
of understanding customer value creation, where the consumption of artistic experiences that 
can be considered independent of the provider though intangible, represent a service encounter 
(Grönroos, 2008). 
 
2.1. Service logic, co-production, co-creation, value creation, and value-in-use 
 
The central premise of service logic is co-creation of value, where evolution and transformation 
of customers from ‘passive audiences’ to ‘active players’ happens, (Prahalad and Ramaswamy, 
2000). In order to clarify the role of the customers as distinct from that of the firm, we need to 
describe the processes of co-production, value co-creation and value creation. So, within a 
service logic framework, as far as the customer is concerned, Grönroos and Voima (2013) make 
the distinction that the production of resources, generate only potential value. So, while co-
production co-opts customers within its processes, co-production within this framework, 
cannot take place in the production pro-cess, because within these normally supplier 
interactions, the customer is excluded (Grönroos and Voima, 2013). 
As Ramaswamy (2011, p. 195), states “co-creation is the process by which mutual value (for 
the organisation and the customer) is expanded together.” Gronroos (2011) has emphasised 
that co-creation of value takes place when a customer and a supplier com-bine to co-create 
value, thus co-creation occurs only when two or more parties influence each other or, using 
service marketing terminology, interact. Consequently, value may be created by the customer 
(firm) alone in his or her activities, or together with a provider or other customers, so ‘ 
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[customers] create for themselves and they co-create with others’ (Gummerson et al., 2010, p. 
13), and as Gummerus (2013, p. 6) explains, ‘…co-creation looks at ac-tivities within a 
network’. 
 
Customer value creation concentrates on what the customer does with services and products in 
his or her life sphere, (and) takes in account the activities of other parties only indirectly, as 
interpreted by the customer (Gummerus, 2013; Heinonen et al., 2010). Grönroos and Voima 
(2013) put emphasis on the notion of value-in-use, explaining this as the extent to which 
memorable ex-periences (Gummerus, 2013) increases the customer’s well-being, through 
which a customer becomes better off, (Grönroos 2008; cf. Nordin & Kowalkowski, 2010; 
Vargo & Lusch, 2008). Thus users’ ac-cumulated experiences (individual and social) with 
resources, pro-cesses (and/or their outcomes), and contexts are at the core of value creation, 
where value-in-use not only accumulates from past and current experience but also can be 
envisioned in future expe-riences (Helkkula & Kelleher, 2010; Voima et al., 2010). 
 
“Value-in-use” is the cognitive evaluation of the service expe-rience, which is the total 
functional and emotional value of the consumed service; it is unique to individuals and the 
service con-sumption situation (Sandström et al., 2008) in different spatial and temporal 
settings (Heinonen et al., 2010). Thus value creation concerns the customer’s creation of value-
in-use during usage, value being socially constructed through experiences (Berger and 
Luckmann, 1966; Edvardsson et al., 2011; Ramaswamy, 2011). Ac-cordingly, service 
innovation is embedded in a social system, in this case one where art gallery visitors interact 
with volunteers and with other gallery staff, and importantly interact with their peers, in a 
collective consumption of art. So, this view has a focus on what the customers do with the 
service, rather than on firms or their interactions to create services (Heinonen et al., 2010). 
 
Grönroos and Voima (2013) describe the firm’s interactions in a three-sphere continuum: the 
provider sphere, where the service provider compiles resources to be offered to customers, a 
process from which the customers are excluded; the joint sphere, in which the service provider 
and customers interact directly, which enables the provider to engage with customers’ value 
creation and thus co-create value with them; and the customer sphere, which is closed to the 
service provider and where the customers independently create value and may socially co-
create value with other actors. Thus, in the customer sphere we may deem customers and 
consumers (or visitors) to be interchangeable. 
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Value processes occur in three different sub-processes where: 
(1) in the provider sphere the firm acts alone and facilitates value-formation processes 
within a network of actors (Cova and Salle, 2008); (2) in the joint sphere the firm and customers 
act together in a merged, co-ordinated, dialogical and interactive process that creates value for 
both; and (3) in the customer sphere customers act by assimilating the resources available to 
them in a process that is closed to the firm (Grönroos, 2011). He states in some parts of the 
value process customers and firms act alone, and in parts they act together through direct 
interactions on the firm’s plat-form of co-creation, as shown in Fig. 1, interactions affording a 
strong bridge between service logic and value co-creation. Value co-creation comes about 
through the generation of in-depth in-sights into customers’ tasks, activities, practices, 
experiences and contexts (Heinonen et al., 2010). 
 
2.2. Value co-creation in the cultural and gallery sectors 
 
Within the Australian arts arena, visitors, in acts of co-production, participate actively in one 
or more activities through-out their consumption experiences (Ramsey White et al., 2009).In 
the specific context of museum and art gallery space, visitors actively co-create their 
consumption experiences, firstly in one or more activities performed in the experience (co-
production); secondly, in the psychological state of cognitive and emotional im-mersion 
(engagement); and finally through tailoring of the experi-ence to meet their needs through 
customisation, interaction with service representatives (often volunteer guides), and 
technology (Minkiewicz et al., 2014). In embracing a relational view of the arts, Boorsma and 
van Maanen (2003) established that artists and arts organisations perform three kinds of artistic 
functions for three main stakeholder groups: customers, community and professionals. More 
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specifically, they create three kinds of artistic value which are interlinked: customer value by 
providing customers with artistic ex-periences; societal value by adding to the ongoing 
(re)construction of culture; and professional value by adding to the development of the 
professional field of the artistic discipline concerned. 
 
Supplementing these ideas, Anton et al. (2018) investigation of co-creation of value during and 
after art visits reveals that visitors’ prior knowledge creates confidence for interaction and 
participation, and under the service logic framework arguably provides the greatest clues to 
value creation in museums. These authors conclude that art museums boost learning and 
escapism with co-creation activities such as guided tours, workshops, courses, seminars, film 
screenings, theatre performances, other arts activities and teaching aids (audio/video guides, 
activity sheets, multimedia tools/apps, and exhibition paths) and media such as publications 
(including catalogues) and other mechanisms that deepen the experience of immersion and 
escape. Minkiewicz et al. (2014) add modern open spaces as promoting various modes of co-
creation, with the converse being poor interactions with security guards and in dimly lit, poorly 
designed gallery spaces, which inhibit viewers from co-creating their experiences. 
 
Australian research on family museum visits reports that the main motivation is social 
interaction and learning (Kelly, 2004; McCarthy and Ciolfi, 2008). Learning among families 
and other groups in galleries and museums is in part a consequence of interactions created both 
before and during the visit and is thus part of the customer value-creation experience. 
 
2.3. Volunteerism in museums and art galleries 
 
Non-profits and particularly art galleries and museums rely largely on volunteers to manage 
the visitor experience, thus gaining an unpaid workforce while additionally benefiting from 
word-of-mouth marketing (Williams and Buttle, 2014). In art galleries and museums, the 
volunteer guide is placed in a customer-facing role delivering value to the visitor by explaining 
the artists and their works, conducting tours and other interactive customer activities as though 
they were employees. Volunteer guides are considered essential to engaging visitors through 
tours, facilitating discussion and enhancing the experience (Minkiewicz et al., 2014). It can be 
argued that unpaid guides mimic brand consumers who volunteer to co-create with other 




From the foregoing review of the literature, value is defined as “value-in-use”, created by the 
museum or gallery visitor (user) within the context of consumption of the resource (Grönroos 
and Voima, 2013). So, a gallery visit can be described as primarily a physical, virtual or mental 
process, or simply one of possession, for example by photographing exhibits, or buying books, 
prints or other art associated memorabilia. 
 
Thus, this study draws on service logic to analyse gallery marketing processes for co-creating 
value in consumer experiences. Following the notion of the value-in-use, we take a 
phenomenological perspective for our investigation adopting the idea that value creation is the 
customer’s creation of value-in-use during usage, value being socially constructed through 
experiences (Berger and Luckmann, 1966; Edvardsson et al., 2011; Ramaswamy, 2011), as in 
the case of art consumption where memories, cultural experiences and learning are sources of 





We first approached the government agency M&GNSW and, following discussions, agreed 
that the Aboriginal artist and activist Richard Bell’s exhibition Imagining Victory would be 
selected from the 10 scheduled touring exhibitions. This exhibition, co-produced by ArtsNSW 
and its subsidiary M&GNSW, was first shown in 2013 and toured through regional New South 
Wales and Victoria from October 2014 to March 2016. The exhibition was part of a pro-gram 
of contemporary Indigenous cultural works fulfilling government priorities. The Australia 
Council for the Arts regard Aboriginal and Torres Strait Islander cultures as living forces with 
their own strengths and influences, not as remnants of the past; the Council’s aim is to make 
these cultural expressions a source of pride for all Australians. Our aim was to explore the 
production, display and promotion of the art gallery touring exhibition along its jour-ney in 
seven art galleries, while using a service logic approach to understand customer value. 
 
3.1. Case study approach 
 
Following Halinen and Törnroos’s (2005) recommendation of the appropriateness of case 
studies for studying relational and net-work contexts, focusing on understanding the dynamics 
of the observed setting (Flyvbjerg, 2011), and siding with Yin’s (1994) views regarding studies 
8 
 
in its real-life setting, we set out to achieve a deep understanding of the phenomena, employing 
a variety of data sources, including documents, interviews and participant observation 
(Kawulich, 2005; Woodside and Wilson, 2003). 
 
3.2. Study procedure 
 
We interviewed two gallery directors, five curators, and a senior manager of a government 
funding body in person, as well as two senior managers of government organisations 
responsible for creating travelling exhibitions in New South Wales. From the government 
agencies we selected for telephone interview the person with most authority for touring 
exhibitions or the per-son delegated by that person. Snowball sampling (Creswell, 2014) was 
used to select interviewees from galleries showing the travelling exhibition. Themes for 
discussion raised by the interviewer are detailed in the Appendix. Participants were encouraged 
to speak freely and spontaneously about their experiences with travelling exhibitions, enabling 
a stream of story-gathering. Data col-lection was discontinued when saturation was reached, 
when few new insights were gained from additional data (Lincoln and Guba, 1985), that is, 
where the interviewer was able to predict the responses of informants prior to their being 
recounted (Saumure and Given, 2008). The data were audio-recorded and transcribed (Kvale, 
2007). Permission for the project was given by UTS Human Research Ethics Committee, 
approval number ETH18-3159. 
 
Documents examined included websites of the art galleries and museums, newspaper reviews 
and reports of arts councils, discussions in the news and local media, and printed material such 
as exhibition catalogues, Imagining Victory interactive educational material, marketing 
presentations and advertising materials. 
 
3.3. Data analysis 
 
Records from interviews were transcribed and coded using NVivo, drawing initially on 
constructs extracted from theory (e.g. consumer value creation activities). Analysis of both 
documents and interviews started by systematically combining empirical data (Dubois and 
Gadde, 2002). Existing theoretical propositions around the nuances of co-production, co-
creation, and value creation contradictions where these processes begin and end, were 
examined, and emerging confluences unfolded, pointing towards the gallery influence on 
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visitor value from the point of view of the gallery curators and new ideas emerged (Lincoln et 
al., 2011) around their role in enhancing the possibilities of independent visitor value creation 
and the spiral effects we posit (Fig. 2). 
 
3.4. Data presentation 
 
Quotations from interviewees have been edited for brevity. Editorial interpolations are 







We found that a number of forms of value were created, including financial value, social and 
cultural value, knowledge sharing, and professional value. 
 
4.1. Financial value 
 
Financial value is created for regional galleries primarily through government subsidies that 
cover the development costs of travelling exhibitions, so that exhibitions can be offered to 
galleries at low cost, and visitors do not pay for entry. A curator explains, 
 
In receiving a tour, it’s all about (financial) sustainability. We need to have access to an artist 
or exhibition that we wouldn’t be able to deliver otherwise- so, financial sustainability and 
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having exhibitions where we can’t offer to our audience with-out, it is our strategy. We now 
have a leap-frog structure be-tween the 2 curators, so (due to efficiency) now means we are 
working (on these programs) 3 years ahead. (A1.30). 
 
Touring exhibitions provide reasons for gallery goers to make return visits, and also promote 
tourism. Touring exhibitions also reduce the workload of curators and other gallery employees. 
Further, including Indigenous works in a gallery’s touring component can enhance a gallery’s 
chances of success in government grant funding applications. Grants can be vital in producing 
an outstanding annual or triennial art program. However, a gallery’s relation-ship with their 
local council is perhaps the most significant in sustaining the art program, because the council 
is their major stakeholder and benefactor. In the interests of both parties, strong working 
relationships are paramount. As a director states, 
 
Local council politics [can be problematic], so (my job is) to convince councillors what strategy 
is the best, manages the relationship. She is the link between us and maintaining integrity. It’s 
not a conflict, it’s a contributive effort, so they all want to be successful […] we contribute to 
what the mayor or councillors want. So, sensitivity and contentiousness need to be brokered 
[around our programs]. (B2.1.24). 
 
Touring exhibitions offer various financial benefits to galleries, not least chances of success in 
government funding rounds, which can mean mounting more exciting art programs. However, 
in the end, it is the visitor value exchange that counts for galleries, what-ever the touring 
exhibition content. A curator explains: 
 
…the more what we see as what is going to be of benefit and value to the community [through 
visitor statistics and feedback] do feed into our acquittals and our applications in terms of what 
we’ll be doing with our program. But, especially with the triennial funding now, you don’t 
necessarily know what fantastic programs you’ll be running in 2018, so you’re not actually 
thinking, “Oh, this is going to be great for Arts NSW funding”. You’re actually thinking, “Wow, 
this is going to be great [value] to bring to the community”. And so that’s really where we 






4.2. Knowledge sharing 
 
Knowledge sharing is other element of visitor value achieved through the provision of 
information labels, website copy and interactive learning tools as part of the touring package 
as well as through the extensive programs, galleries undertake to educate staff and volunteer 
guides about artists and their work that is subsequently imparted to visitors. Artist involvement 
and the talks de-livered by artists to the public also add knowledge value towards understanding 
the art and an artist’s ideas. 
 
Gallery curators see it as their mission to provoke thinking and to provide new learning. The 
gallery’s trust in its suppliers is important in their decision-making: depth of understanding of 
the art market is vital. This is an iterative, knowledge-sharing process of co-production, where 
the curators’ understanding of the gallery environment, and the artists they have knowledge of, 
coalesces with M&GNSW’s awareness of emerging artists and their influence. Gallery 
curators, when considering exhibitions by particular artists, value M&GNSW’s insights and 
art knowledge, and M&GNSW learn from gallery staff (from directors to volunteers) about the 
appropriateness of offerings for specific regional audiences. A curator ex-plains: 
 
…the relationships we have with people like [staff member of M&GNSW], that she can send 
projects through in outline … so we’re already part of the conversation in the sense that [I 
won’t] take [just any art]. So, I won’t have to say “that’s a bit too cutting edge for our 
audience” … so that, the trust that’s there … is really strong as well. (C3.64) 
 
Aiming for a total art exhibition mix, M&GNSW, drawing on their ideas of each gallery’s 
exhibitions, space and display capabilities, work with the gallery far in advance to determine 
the balance between their self-curated exhibitions that might involve competing organisations, 
other galleries or art philanthropists. M&GNSW and the gallery co-curate the touring 
exhibitions to ensure the exhibition will work in a particular setting. Thus, a curator says: 
 
[different] exhibitions must synergise so there is a flow, a “feel” that you’re not walking 
[arbitrarily] from one space [to an-other], a feel for what’s going to work here and feels right 




Imagining Victory is a multiple-video presentation containing provocative and sexually risqué 
content; it is the artist’s intention to be controversial and challenging. Its innovativeness in 
format and content, and its reference to past Aboriginal events and anniversary milestones, 
curators anticipated would cause controversy but enhance the work’s relevance for inclusion 
in their gallery’s art program. They foresaw Imaging Victory would provide challenges for 
gallery audiences, describing the selection as “a strategic decision”, “breaking visitors out of 
their comfort zones” (C3.39). As stated in a director’s words: 
 
Richard is an artist and activist and this year is [the] fiftieth year anniversary of the Freedom 
Rides. […] video and there-fore new media [provide] a different way to engage. Thematically 
challenging, [it] offers audiences another way to see the problem, [through] social 
commentary … about the way that we talk about Aboriginal people or culture and how we 
perceive it, interpret it and communicate it back out [… we] are using art as a way of 
commentating, of making [our audiences] stop and reflect about the society that we live in. 
(B2.3) 
 
While the more sophisticated galleries can manipulate sound, as well as temperature, to 
enhance visitor experiences, these art-works need to be presented in a way that reflects what 
the artist intends, (as one of the galley’s contractual obligations). The display space and 
availability of multimedia are of concern for curators, who expect that separate screens provide 
the most rewarding visitor experience for maximum visitor understanding. The best visitor 
effects, for such works are achieved through exacting planning and co-ordination of space, and 
in addition for Imagining Victory, light, sound and projection technology. A curator calls this 
a process of ‘co-curation’: 
 
The Hopper gallery has light control and is temperature regulated, and it has quietness [so 
that people can] not be distracted and helped to what I call co-curation. [It has] three large 
walls perfect for projection … I didn’t want to use TVs or computers. I think they’re quite 
intimate and create a soul-like connection with one person. Or two people maybe. But it can 
be quite un-comfortable. I wanted people to sit down, absorb all the works in an order. Not 
be inundated with three videos running at the same time. (A1.69) 
 
Knowledge sharing is assisted through gallery staff, the front line of which are made up of 
volunteer guides. For each exhibition volunteers receive intensive training to help them deliver 
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knowledge and understanding of the art and the artist, supplemented with an interactive 
educational kit, developed by Artspace and designed to increase understanding of art and 
activist Indigenous points of view. However, Imagining Victory has provided volunteer guides 
with difficulties in explanation, particularly the complexities of Bell’s contemporary activist 
content. Other problems included its testing material warranting warning signs describing the 
challenging content as “unsuitable for children”. 
 
And we run a program with those volunteers to upskill on some account, their conversations 
and interactions that we expect that they may have over the period of time. That training is 
initially passed on to the exhibition tutorial teams and then throughout the duration of the show 
managed by the program. We empower our volunteers to give [visitors] as much information 
as possible but if they’re not comfortable they’re not expected to be experts. (H9.61) 
 
In contrast to volunteers experiencing challenges in explaining Imagining Victory, an 
advantage lay in the artist’s talks, which were expected to be controversial. However, the 
artist’s personal appearance at openings allowed interaction at council level and in workshop 
talks, resulted in enthusiastic visitor engagement and a better understanding of the artist and 
his art and its challenging messages, thus breaking the cycle of stereotypical thinking. 
 
About twenty middle-aged white women came to his floor talk and he was fantastic. I think 
some people expect Richard Bell to be quite confrontational as a person, but he was really 
generous with our audience that night. He was great, we got a message from it. (E5.85) 
 
4.3. Cultural and social value 
 
Social and cultural value is derived from inviting the wider lo-cal community to review 
prevailing social conditions and to see topical social problems in a new light, as we have seen. 
However, the directive is driven by government imperative, both at federal and state levels 
where a number of government agencies cooperate with local communities, through and with 
the galleries. A curator explains, 
 
An example of how touring art exhibitions can benefit and add value through explaining 
difficult to communicate subjects within the community. Some of these are specifically targeted. 
For example, Bathurst, in co-operating with Arts Out West and Bathurst Western Area Health, 
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delivered an Alzheimer’s art project co-created with two experts sent from The National 
Australian Gallery, Canberra. An intensive workshop was carried out with the staff (and 
volunteers), and with people from the community who were interested in the program, who 
acted as facilitators and guides able to explain the works. (D4.29) 
 
The relational aspects of Aboriginal-themed exhibits also pro-vide continuity with local 
Aboriginal communities. Government objectives lead to dialogue within local communities on 
several levels. Galleries are encouraged to include exhibitions on social concerns, such as 
health, and to include appropriate programs where implementation of the NSW Aboriginal Arts 
and Cultural Strategy relies on ongoing engagement with Aboriginal cultural leaders, art 
communities and artists (Arts NSW, 2015). As another curator put it, 
 
…the whole of our funding program, every art form, we have priority areas, for example people 
with disability, people living in Western Sydney or regional New South Wales and Aboriginal 
people. So Aboriginal artists, it’s one of the bigger policy areas, a priority for us to not only 
support Indigenous artists, but also to ensure that they’re properly represented in the audience 
[…] in an area that has a large Aboriginal community. (D4.31) 
 
In the past, local heritage themes using traditional customs and spiritual artefacts have been 
highly successful in promoting dia-logue and gaining community participation, and also in 
gaining additional government agency funding. Social and cultural value of touring exhibitions 
can be enhanced through local artists’ involvement with other Indigenous artists, especially 
those from outside their country area, who may be exploring different ideas for creating their 
art, as explained by a curator: 
 
…bringing new ideas, new artists, to our community who may not have been shown before, like 
with the Saltwater Country for example, you know bringing the sixteen Indigenous artists’ work 
here really had impact, and the […] Australia Council funding meant Megan Cope could fly 
up and run a full-day workshop here with our artists and you know the value that brings, and 
the opportunity it gives to our local artists to work with an Indigenous artist from out of area 
who’s exploring different ideas and things of relevance. (G7.34) 
 
Further, Aboriginal groups of artists are given the opportunity to experience art ideas and on 
occasion beyond the normative paradigms of Aboriginal art, thus helping to refocus the 
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conversation around the pursuit of art themes that include ideas and the art of more 
contemporary Aboriginal artists. Interactions with specific Aboriginal artist communities 
provide the field for value co-creation and innovation. Another curator explains: 
 
…although our local artists here are Wiradjuri, they tend to still fall into the habit of creating 
dot paintings because that’s what the market wants and that’s what the perceived notion of 
con-temporary Aboriginal art [is]. Richard for us was a deliberate way of growing our 
regional artists as well and showcasing that actually contemporary Aboriginal art practice is 
more than dot painting and even more than just painting on a canvas. (H9.32) 
 
 
4.4. Professional value 
 
With highly qualified curatorial staff and relatively small number of employees, increasingly 
hard-pressed for time, the development of the professional field of the artistic discipline is of 
high concern for the gallery and the professional art world as a whole. Innovative contributions 
to the professional field and career development of artistic staff in longer term and 
maximisation of employee satisfaction, is encouraged through the professional body, its 
publications and annual professional conventions where learnings are derived, and artistic 
success is recognised and applauded. In fact, within annual grant giving, evidence of how the 
program has contributed towards professional development has to be made. A government arts 
agency executive, states, 
 
Arts NSW look at the quality of the submission that they in-tend to put on. Galleries have to 
justify their programs in a very competitive round, by demonstrating the importance of the 
project, including professional development, relevance of a venue, and whether they were 
properly engaged in a partner-ship. For example, with aboriginal keeping places, work with 
the elders of the region, and carry out important work with the staff that work at those places 
and teach them how to properly catalogue their works and teach them the artefacts’ 
significance. Applications are assessed by a panel of independent peers includes a budget, how 
much the council is providing, donations etc. They have to acquit the grant, so that means they 
have to provide auditor financial statements to say exactly how much council did provide and 




Gallery directors’ and curators’ energy is spent in keeping up with world art movements and 
on a local level in attending art exhibitions, in tandem with intensive networking with city art 
galleries, as well as keeping close to local art developments and doing their job. Where country 
galleries can improve their environments with enlarged space and temperature control, the 
better relation-ships and reciprocal art exchanges can occur with their major city counterparts, 
these activities having benefits for country art gallery visitors. 
 
Networks are important. Partly to do with our new venue, our sleek modern space big space 
706 m2, (we) now have bigger shows and longer shows, to break up differently relationships 
here for 18 years, but the venue is more important seen as cut-ting edge in the regional and 
(we) service a large area of the state, putting us on another level. Bigger facility and larger 
institutions are a lot more confident. Climate control allows for large institutions to have a 
relationship with us, like National Gallery. Object focused on design, gives us the ability to put 
on shows others can’t get. (A1. 24) 
 
Continued pressure on funding has resulted in country gallery directors and curators having to 
go beyond their professional com-fort zones, in finding sponsors or philanthropists or industry 
partners to supplement funding in order to provide competitive art programs that provide value 
to their audiences. This is activity in which often the only training is derived from experience 
on the job, however, with help from local councils some gallery directors have been successful, 
but others feel inadequately skilled. A curator explains, 
 
We fell short, the state government didn’t come through with the tripartite arrangement so our 
local government underwrote it on the understanding that we would raise $1.15 million in 
philanthropy… It was a big landmark for us to try and do it and we did go through a mentoring 
program with a philanthropy company to get training and understanding on what philanthropy 
is and how to–how to tap into that as a resource be-cause as a local government we never 
delved into philanthropy before. But it was a council wide investment to look at future projects 
like this and partner with philanthropists to bring them to fruition. (H9.22) 
 
Though visitor engagement is of high importance for galleries, statistical evidence of number 
of visitors and their profiles is not only sparse, it is unreliable. Data are normally collated from 
feed-back given by volunteer informants, though individual feedback forms are provided only 
on occasion. Though some galleries are looking for ways to add sophistication to data 
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collection and improve the quality of visitor information gathered on an exhibition, the cost of 
so doing may be prohibitive. As the curator explains, 
 
We have a guest book, so people can write a comment in that and – and a lot of people do. But 
obviously on the weekend, when we have our guides, there’s the opportunity for a […] more 
one-on-one conversation and people talk to the guides (…) The guides are talking to visitors 
about the artwork, so there’s a dialogue about what we’ve got on display that – they a lot of 





Our objectives were to (1) identify the various stakeholders involved in an exhibition to explore 
their roles in the co-creation of art experiences. (2) Explore the interactions, intersections and 
points of difference in creating value through art experiences, and (3) explore the roles of 
individual curators’ and directors’ perceptions of value co production and co-creation in art 
organisations. 
 
Findings of our enquiry on how value is created in touring exhibitions suggests strongly that 
financial value lies at the heart of an art gallery’s continued existence. However, we identified 
knowledge sharing, social and cultural value, and professional value as significant contributors 
amid the original intended financial value discovery. However, that these forms of value are, 
unsurprisingly, entwined. Within these art gallery cases it is often difficult to distinguish or 
separate these values, one from another. Knowledge sharing here can often be closely 
associated with cultural and social value, while professional value maybe more distinct, yet 
still provides similar problems of differentiation. 
 
5.1. Resource integration 
Activities such as design and development are performed jointly by the local art gallery and a 
government agency or agencies in acts of resource integration, which is in line with 
Gummesson and Mele’s (2010) findings. In this activity an exhibition concept is co-produced, 
and the main objective is satisfied through the provision, over time, of creating an engaging 
and memorable customer experience. Gallery directors and curators also engage in resource 
integration with a myriad of government agencies and non-government suppliers, galleries and 
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artists and their agents to-wards satisfying the requirements of local and state and federal 
government, as encapsulated in the galley’s mission, who (in ex-change) grant the necessary 
funds for the gallery to organise their annual program, which might include touring exhibition 
components. 
 
Boorsma (2006) and Fillis (2006) argue that co-production and co-creation occur between 
artists and recipients, Ramsey White et al. (2009) add art organisations as another a key factor 
in determining the extent to which co-production and co-creation exist in art experiences where 
the boundaries between exhibition producers and exhibition consumers is blurring (Davis, 
2010). For example, Etgar (2008) states that co-production occurs during the production stage 
and before the consumption stage. While this may apply to stakeholders other than the 
consumers of art this may be correct, in the case of art consumers/visitors it contradicts the 
established observation that service production and consumption partly take place 
simultaneous: e.g., volunteers, when acting on behalf of the art exhibition, interact and 
communicate with the visitors/art consumers and thereby co-produce the art experience, that 
is, the service, with the visitors/consumers. 
 
We argue that nine major stakeholder groups should be recognised within the network of co-
creation of value, each of which are required when designing art programs. Operationalising 
Grönroos and Voima’s (2013) model, the processors of potential value in the provider sphere 
are: (1) the artists, (2) their co-producing art organisations and commercial galleries (who 
define value of art in exchange), (3) government (local, state and federal), (4) their associated 
government-sponsored art organisations, (5) art galleries, including museum directors, 
curators, their external advisory panels and volunteer guides, (6) philanthropists and 
philanthropic organisations, (7) supporting corporate and local businesses, and (8) art critics in 
the media. In the customer sphere are (9) the consumers of the art experience that is the visitors 
to the gallery themselves. 
 
5.2. Value creation, through financial value and knowledge sharing 
The basic form of value realised by a gallery through receiving financial value through a 
government grant could be deemed a co-production process (Chathoth et al., 2013) that, 
although it involves two organisations working together, differs from value co-creation as 
explained by Grönroos and Voima (2013) because the parties involved limit their value 
assessment to the act of applying for and receiving the grant. Activity between parties at this 
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stage is deemed co-production where the anticipated outcomes are limited to simple goals, 
mostly agreed to by the parties in advance. 
Knowledge sharing occurs through the interaction between the gallery directors, curators, 
production people and gallery volunteers who visitor-facing, facilitate understandings of the 
art, seen in the link between delivery and art consumption within the joint sphere. However, in 
this joint sphere, visitors can create knowledge value independently of the gallery, for example, 
when a visitor interacts with the gallery’s resources, such as when seeking exhibit or artist 
information on their website. Here the gallery is unable to influence or take part and cannot 
directly influence the visitor’s value creation process through active dialogue, be-cause the firm 
is are excluded, as Gronroos and Voima (2013), attest. Moreover, when the visitor creates value 
independently of the service provider, value creation is influenced by several factors not related 
to the service provider including peer-to-peer interactions with friends or family members (or 
in social media posts about their intentions to attend exhibitions or seek information on artists’ 
output etc.) and in actions beyond the gallery visit, in word of mouth advocacy around their 
experiences and the new knowledge that has been created (Williams et al., 2012). It could be 
argued that multiple joint spheres emerge where different ac-tors co-create value in the form 
of knowledge sharing. This occurs over time, beyond the customers’ visit and continues 
growing in size and scope as more people become involved. 
 
 
5.3. The customer sphere 
Moving to the customer sphere, visitor value results in the act of consuming art and in the 
overall gallery experience gained; visitors learn new things about art. For gallery visitors, value 
is realised not only in gaining knowledge through explanation of the artefacts and interactive 
visitor activities, but also through dis-course with guides and staff and through personal 
reflection, often in the context of current knowledge which promotes further thinking, learnings 
and understandings. Importantly visitor interaction with other visitors also fosters 
understandings of the art, as in a similar way McColl-Kennedy et al. (2012) discovered with 
patients within a health context. 
 
Visitor value, however, lies in part within the control and activities of gallery volunteers and 
their guided tours, artist talks and painting workshops, courses, seminars, film screenings and 
other arts activities, learning and teaching aids (audio/video guides, activity sheets, multimedia 
tools/apps, and exhibition paths) and media such as publications, including catalogues and 
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labels, deepen the experience of immersion and escape (as pointed out by Minkiewicz et al., 
2014), as do modern open spaces, as well as temperature, lighting, sound and visual projection. 
 
In art, because customer value is largely intangible, the consumption of art is an independent 
act (as Gronroos, 2011, describes Customer Value Creation); where one viewer’s consumption 
is un-likely to have consumption effects on another viewer, despite visitors consuming art in a 
social context (Edvardsson et al., 2011). Thus, it can be argued that art consumption creates a 
kind of paradox surrounding value co-creation, where the experience with artworks by 
customers creates what appears to be “ethereal value” which theoretically stays with a visitor 
for a significant period, even for life. 
 
In addition to the lasting value that customers take away with them from the art experience, 
social value is created as the exhibition triggers interaction and discourse, promoting a positive 
change around stereotypical views of Aboriginal culture. The dis-course created also has the 
potential to spill over into wider society, through media activity and word of mouth, influencing 
people who have had no contact with the exhibition. What is happening here, we suggest, is a 
form of value transference. 
 
We suggest the existence of an evolving spiral that emerges from a single objective, that of 
increasing the gallery’s attractive-ness to visitors through the provision of exhibits that enhance 
the gallery offering at a subsidised cost, which then grows, creating other forms of value. For 
example, over time, customer value evolves in magnitude as well as in complexity. A graphic 
representation is offered in Fig. 2. This evolving spiral becomes apparent not only as time 
elapses, but most significantly through the par-ties’ interaction in the resource exchange. Thus, 
the forms of value creation derive from the involved parties and how they interact with one 
another, and the resources they contribute. The parties involved in the study can be summarised 
as in Fig. 1 and the value separated into three parts, value facilitation, value co-creation, and 
value creation as value in use, where visitors consume art independently of the organisation, 
thus ‘independent value creation’, in a socially constructed environment, conforming to 
Grönroos and Voima’s (2013) model. These activities also appear to be part of a continuum 
that starts with design and continues through development, co-production and delivery, ending 
with the visitor’s experience in art consumption, and in sharing their experiences and advocacy 




5.4. Social and cultural value 
Social value within stakeholder networks is apparent when the video art is consumed and 
discussed amongst visitors together in the gallery spaces, in the gallery cafes and beyond. 
Social and cultural value extends to involvement of local Aboriginal art communities, opening 
up dialogue with artists on contemporary themes beyond the confines of more traditional 
Aboriginal art. Touring exhibitions can create links between communities, and between 
organisations, including the gallery, arts organisations, government (federal, state and local), 
gallery visitors, the artist and their art, representative Aboriginal elders within the gallery 
approval pro-cesses, the media and, beyond that, local art communities, as the exhibition moves 
from one gallery to the next. 
 
Value creation occurring in the customer sphere may deliver more profound results, not 
necessarily unplanned, but differently experienced by the parties, with less clear limits and 
perhaps with greater, more enduring customer value potential. In this case local artists engaged 
in conversation with touring artists may find new avenues to pursue within their art practice. 
Local Aboriginal artists are inspired to see ‘beyond traditional dot painting or simply applying 
paint to canvas’, as one of our respondents stressed. Distinctions between co-production 
processes and customer value creation at lower levels of the value spiral (Fig. 2) still remain 
blurred, in our study in the joint sphere, where the process has learnings for both the customer 
and the gallery; the interaction affects both parties, and co-production and value creation 
become less differentiated. Nevertheless, at higher levels of visitor engagement and customer 
interaction, customer value grows and arguably has more sustained impact on the visitor. Both 
parties learn from each other, departing from the expected standard experience, (but expanding 
on ideas discussed by Gronroos, 2011; Gronroos and Gummerus, 2014; Gronroos and Voima, 
2013), at first the exhibit triggering curiosity, then allowing, in the minds of the viewers, 
creative imaginations to fly, beyond organisational factors, and independent of them. 
 
For art organisations, consideration of visitor interaction and learning is an integral part of 
value creation within their marketing strategies. At the point of experiencing the exhibition and 
the act of art consumption, visitors have both the desire and capacity to produce their own art 
experiences, where in-depth value creation, as explained by Boorsma (2006), as a co-creative 
experience occurs during consumption of the art. Drawing on Ballantyne and Varey (2006), 
we see the art exhibition as a space to facilitate communication between all network 
participants where creation of value occurs through trust, learning and adaptation in a socially 
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constructed experience (Edvardsson et al., 2011). While also occur-ring through social media 
interaction which affords possibilities of value creation directly with visitors, both before and 
after gallery visits (Anton et al., 2018). Lasting value may be sustained through related visitor 
purchases at the gallery or museum shop. Thus, we agree that the truly integrative value of the 
experiential nature of art galleries acts as an arena for value creation within a network of 
stakeholders. Here, products and services are largely consumed for their symbolic rather than 
material value, where ongoing interactions, and value creation occurs in non-monetary 
transactions (Grandy and Levit, 2015). 
 
We find that value creation in the cultural sector (in relation to art galleries) is not dependent 
on the efforts driven by marketing departments. However, a gallery’s value creation success 
may lie in enhanced visitor market research processes and data collection where measurement 
for government requirement around social and cultural impacts extends into the wider contexts 
of sponsorships and access to non-government funding (Annual Report, Creative Partnerships, 
2018). While this supports Boorsma’s (2006) contention that in the domain of service 
management and the arts, performance measurement of the art experience is essential, a 
significant issue for art galleries lies in their not having access to a specific marketing function 
or to professional market research expertise. 
 
 
6. Implications for practice 
 
Though some authors discuss pre-emptive value offerings and the importance of customer 
analysis where “value plays an important role in targeting, (customer) segmentation and 
strategy definition” (O’Cass and Ngo, 2011, p. 665), and where Boorsma (2006) has advocated 
art performance measures, in the art gallery world as a whole, there is scant evidence of 
empirical research, either quantitative (allowing rigorous measurement) or qualitative 
(allowing analysis of complex meaning-creating interactions). The lack of empirical 
quantitative data about visitors in regional art galleries is an enduring weakness, which may 
render service logic implementation impossible. These galleries lack both up-to-date industry-
wide research data and empirical research data on their own audiences and how they consume 
art. Currently no determination of multiple visits can be attributed to any one visitor or their 
viewing or art consumption pathways. These galleries generally know little about visitors’ 
loyalty or their art consumption habits. Because of the lack of professionalism in data collection 
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methods, visitor data and conclusions drawn from it are unreliable. This is also a problem for 
galleries in competing for grants. Qualitative data on customer experiences that would be 
considered normal practice in marketing is also lacking; data is derived mostly at second hand 
from volunteer guides, as well as being gathered irregularly. Yet consumer insights are required 
to allow value creation. 
 
Part of the problem may lie in the fact that in regional galleries, the marketing function is 
distributed within the organisation. In-stead of being a centralised function, marketing 
responsibility lies within the gallery director’s remit, as well as being considered a part of a 
curator’s responsibilities. For instance, marketing would normally facilitate communication 
with past and potential new visitors. However, these functions tend to be managed through the 
director, and further distanced via arrangements with the local council, with whom the gallery 
shares its website and often its communications functions. Relationship building with visitors 
through email marketing or social media is the exception, due to lack of technological 
expertise, as well as marketing expertise. Perhaps state government could provide galleries 
with a centralised, but siloed, resource for the capture of visitor data, which could be accessed 
remotely and analysed independently, gallery by gallery. This would then provide a basis for 






Firstly, we have portrayed in this paper, four forms of value and then elaborated on processes 
of value creation occurring in different spheres. The pursuit of financial value is thought to be 
the main motive for organisations to act. However, in art galleries, creation of customer value 
is more significant, especially in fulfilling one of the core missions of a gallery, to make topical 
and contemporary arts available for general consumption. The intrinsic customer or visitor 
value also has effects on current societal mores, and in the case of Imagining Victory, has 
brought challenging themes into public discourse, as well as provoking a revision of the identity 
of both Indigenous and non-Indigenous participants. 
 
Drawing on service logic lenses, we suggest that the ultimate basis of activities performed by 
individual and organisational actors in creating and experiencing artistic experiences is, service 
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provision. Just as manufactured goods can be a distribution mechanism for service provision, 
the display of art objects can also be a distribution mechanism for service provision. We argue 
that all aspects of artistic value are forms of value in use. For instance, appreciating art objects 
is an aesthetic experience, which is complexly socially constructed. The role of art objects 
cannot be reduced to service transmission because art galleries do not produce value in 
themselves; they require the involvement of the viewer. However, organisations can indirectly 
influence value creation, for example through imaginative, educational and engaging curatorial 
processes. The creation of artistic experiences involves the integration of various resources, 
both tangible and intangible, as demonstrated by the examples of internal and external pro-
cesses of co-production, co-creation and ultimate value creation processes found in this study. 
The decoding of artistic value is influenced by the guidance provided by the gallery. While the 
organisation is especially influential in setting the specific context of usage, it is difficult to 
imagine how customer value may be maximised without the necessary visitor information. 
Thus, in the cultural sector, and especially public art galleries, considerable potential exists for 
future development of marketing and market research practices, though the true 
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